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pendence on shoga syllables and tape recordings -- also have the undis-
puted advantage of enabling a student to learn the music of matsuri-
bayashi much faster than in the past. The teacher himself frequently 
expressed amazement that his recent students picked up the main part of 
the matsuribayashi repertoire within just three months, a process which 
he said took on the average three years in the past. Because the learn-
ing process took so much time then, many students quit midway; now stu-
dents were able to perform at a matsuri within a few months after start-
ing lessons. As performance at a real matsuri served as incentive for 
students to continue, students taught by the newer techniques tended to 
become more devoted to their lessons from an early stage. 
Furthermore, it may be observed that as performance situations ex-
pand beyond the matsuri to such sites as wedding receptions and depart-
ment stores, the need to adjust a particular performance to surrounding 
events becomes less relevant. In these newer performance contexts, the 
playing of a set version of matsuribayashi music -- as of ten becomes the 
case when these newer techniques are used -- may not be such a liabili-
ty. On the other hand, playing a limited repertoire exactly the same 
way on each occasion may also become tedious for these performers. 
In other words, the study of matsuribayashi and other folk perform-
ing arts as we113) seems to be heading toward the increased use of mne-
monic and other learning devices to speed up the learning process and 
make it easier. Particularly in urban settings, this seems to suit the 
faster-paced lifestyle of people but the important question arises of 
how the music itself is affected when the techniques used in the process 
of oral transmission are changed. In the case of matsuribayashi, the 
music is affected in significant ways. 
Notes 
1) The concept of minzoku geino and its relationship to everyday life 
in Japan is discussed in Misumi 1972. 
2) Satokagura is a form of mime theatre with either mythic or comedic 
themes performed to musical accompaniment. Most of its practition-
ers in Tokyo, both actor/dancers and musicians, were, and still are, 
considered "professional" -- that is, their primary source of income 
is derived from the performance of satokagura. 
3) This observation is made based on field data gathered in Tokyo from 
1980 to 1982 on the current state of such folk performing arts as 
shishimai and satokagura. 
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Discussion: chaired by Peter Cooke 
1. The relationship between visual and auditory cues 
Feld: I am interested in the relationships between the visual and audi-
tory in terms of different kinds of cueing in group performance. lt 
seems that there is among musicians a sense of being together and at 
the same time being apart. lt is of great importance in performances 
where musicians have flexibility in co-articulating phrases according 
to different ideas, yet must end up together. Interestingly in jazz, 
for instance, if you listen to the recording of a particular perform-
ance, you hear the bass player anticipating, while the drummer stays 
behind a little in relation to the punctuation and chord changes by 
the piano player. They say that, in improvisation, the players some-
how manage to coordinate with one another in oral ways. Yet if you 
watch a real performance carefully, you notice that it is fundamental-
ly non-visual cueing which takes place among the players. Yet it is 
interesting that, when somebody who has learned just from the record-
ing joins in a jam session, then he has a hard time, because the musi-
cians have to be re-socialized in order to swing together. Of course, 
from the recording you can learn phrasing as well as how to swing. 
But you still have to learn various kinds of visual cues which have 
much to do with the ways of holding instruments and your position in 
relation to the other players. I think this is interesting, and more 
work must be done on the relationships between different kinds of 
auditory and visual cues. 
Fujie: In the case of matsuribayashi, specific kinds of cues are given. 
They are not only visual but also physiological cues that are given in 
terms of beating, eye contact or gestures. lt is hard for me to gen-
eralize, but it seems to me there is a particular kind of ensemble 
relationship. 
Feld: However, you learn to play within a particular group. Is it, 
then, a difficult experience to start playing the same kind of music 
with another group? 
Fujie: I think that these days cues are actually learned within each 
group and differ from one group to another. 
Tokumaru: Are these musicians permitted to communicate visually during a 
performance? In other words, while performing are they positioned so 
as to be able to watch each other? 
Fujie: There are three drum players in front and a gong player and a 
flute player in the back. So the flute player can watch everyone and 
look around, whereas the drum players would not turn around and watch 
what the flute player is doing. 
Tokumaru: In other Japanese traditional performing arts, it is a ten-
dency to minimize visual communication during the performance. Sup-
posing I play the shamisen and a chanter or a narrator is sitting at 
my side, I may not turn my head toward him at all. This is a general 
tendency in Japanese performances except during lessons. In the case 
of bunraku, the shamisen players, narrators and puppeteers are to be 
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independent of one another. If the shamisen player looks at the pup-
pet player or narrator, it means that he obeys them. There is another 
example of this tendency: When the Julliard Quartet came to Japan, 
they held a workshop for string quartet. In this workshop, par-
ticipants tended to minimize visual communication. The members of the 
Julliard quartet were surprised and advised them on the contrary to 
look at one another's faces. 
